INTRODUCTION
This article evolved from transcripts of correspondence to me, and from commentary on those letters by me, that I shared with Matthias Wessel in late 2015. He was then a German doctoral candidate in the final stages of research for a dissertation on "Arthur Koestler's Novels in Exile", for submission to the University of Kassel in December 2017. Wessel's focus is the three novels Koestler wrote during the decade after Nazi ascendancy in 1933 : The Gladiators (1965) , Darkness at noon (1973) , and Arrival and departure (1966) . 1 All three are devoted to what Koestler termed a study through fiction of "ends and means", or what he collectively called the Law of detours: "[Their common] theme is the conflict between morality and expediency" (Koestler, 1966: 190) . Arrival and departure was written in English, his language of choice for the rest of his writing career. 2 Wessel was making plans to visit Moscow in the aftermath of his discovery in Zurich of the German original typescript of Koestler's best-known and most influential novel, Darkness at noon. 3 Wessel has since generously shared information about this discovery with Michael
Scammell, who engaged a far larger readership than just an academic website through his essay "A different Darkness at noon" (2016). Scammell had seen Der Sklavenkrieg among Koestler's papers during a research visit to the former KGB archives in the early 1990s (Scammell, 2009 : 164 and note # 1). These had been confiscated from Koestler's apartment in Paris in 1940, taken to Berlin soon afterward, and eventually brought to Moscow at the end of World War II (hereafter, WW II). Scammell used his essay on Darkness at noon to announce Wessel's plans to study the Koestler papers in Moscow, with a focus on the German original manuscript (MS) of The Gladiators. Thus we may anticipate the eventual publication of both novels as they were envisioned when Koestler brought them to completion as WW II began to engulf all of Western Europe by 1940. Darkness at noon is considered Koestler's literary masterpiece, but Scammell demonstrates clearly that the English translation done by Daphne Hardy can now be judged inadequate. The same may not be true of Edith Simon's translation of The Gladiators. Below I first reconstruct the translation procedure of the latter as I learned about it through contact with Simon's sister Inge and daughter Antonia Reeve. Then I draw attention to some problematical word choices by Simon in an early passage of the novel. Lastly I point to editorial changes in the layout of the novel, and give an example of Simon's masterful rendition of Koestler's imagery and character study toward the end of the novel. These analyses are possible thanks to notes made by Wessel which he shared with me. Readers must be aware that what I offer is only a restricted case study prior to Wessel's full publication of the original text.
BACKGROUND: SELLING A NOVEL IN TRANSLATION

A novel for sale
Sometime during mid-summer of 1938, the 32 year-old Arthur Koestler brought to London the completed German typescript of his first novel to be published. He had entitled it Der Sklavenkrieg (The slave war). Details of how he made contact with Edith Simon, the young (21) German immigrant woman whom he hired to translate it, are not at all clear. Koestler himself was quite opaque about this in the second volume of his autobiography (The invisible writing) . At the end of Chapter 24, entitled "An Excursus into the First Century BC", his account of researching and writing it ends with this afterthought: "The novel was first published in England in [March] 1939, in an excellent translation by Edith Simon. Then the war broke out, the German manuscript was lost during my flight from France [in the spring of 1940], and the [West] German edition which appeared after the war [1948] had to be retranslated from the English translation. A similar misfortune befell the next novel, Darkness at noon [which was back-translated into German in 1946]" (Koestler, 1969: 327) .
Later in that same volume he reaches 1938 in his chronological narrative:
When I returned to Paris [from London] in the beginning of 1938 I had brought with me a precious document. It was an agreement with Jonathan Cape in London for the publication of The Gladiators, my first novel to appear in print. Cape had paid me an advance of, I believe, a hundred and twenty-five pounds; though I had to pay the cost of translation, it left me with just enough for six months of Spartan living. Thus I was at last able to finish this book which I had been forced to abandon time and again, either because I had run out of money or under pressure of political events. I finished it in July 1938, four years after I began it.
After each of these more or less dramatic interruptions, the return to the first century BC had filled me with peace and relief. During the months before and after the break with the Party, it became an occupational therapy. It gave me a sense of continuity which tided me over that period of outer loneliness and inner emptiness. Before the break, I had thought of myself as a servant of the Cause, and of writing as a means of serving it. Now I began to regard myself as a professional writer, and writing as a purpose in itself. As soon as I had finished The Gladiators, I began to write Darkness at Noon (Koestler, 1969: 478-479) .
We are left to fill in the blanks regarding the novel's publication process, notably the translation and any editorial changes that followed. Luckily we know something about the background of Edith Simon (1917 Simon ( -2003 , already a published writer and talented art student hired for that task. 4 Many German-Jewish individuals and families had left Nazi-controlled He may have concluded that the translators he had hired for that non-fiction, journalistic work would not be up to the task of rendering his novel into English (Scammell, 2009: 145, 148) . If so, it may have been for no other reason than this was Koestler's first attempt to publish a historical novel-and he probably knew (or at least his editor did) that novels about past events were selling far better than those featuring contemporary European settings and situations: "The historical novel was a positive genre with a broad reading public [in the UK] largely uninterested in contemporary events in [1930s] Europe. It was one adopted by a number of exiled writers, since it allied an appeal to popular taste with the opportunity to present contemporary political questions through the device of historical distance" (Dove, 2000: 67) . Simon's sister Inge, who turned 15 years old in late 1938, remembers only that Edith had been "commissioned to translate" Der Sklavenkrieg (Goodwin, 2005: 7) and was paid by Koestler, not by Cape.
Koestler undoubtedly knew about the very recent success of the Austrian-Jewish voluntary exile Stefan Zweig in publishing historical non-fiction in the UK. Zweig's biography of Mary Stuart (The Queen of Scots, 1935) had become an international best-seller through its English translation. But Zweig, although no longer able to publish in Nazi Germany and Austria, was a global literary figure before the Hitler era began (Dove, 2000: 43-63 ). Koestler by contrast was almost unknown in the Anglophone world except as an antifascist journalist. His own great skill in writing biographies of major European scientific figures (Copernicus, Kepler, Galileo, Newton) still lay several decades in the future (The sleepwalkers, 1959) . Much closer to Koestler in age, and more similar in circumstances, was another Austrian-Jewish exile in London, Robert Neumann.
Neumann fled Nazi Germany in 1933, and then left Austria after the Anschluss three years later. He was relatively unknown outside Germany and the Germanophone countries, and needed translation into English as an entrée to the UK publishing scene. He succeeded in publishing a historical novel (The Queen's doctor, 1936) of dubious literary merit, and might have had an original screenplay filmed if the British movie industry had not imploded during the Great Depression (Dove, 2000: 63-73) . Both men began to write in English during WW II. After the war, Koestler would option two of his own novels (Darkness at noon and The Gladiators), only to see neither of them filmed for differing reasons. Those parallels between the careers of Neumann and Koestler as German-speaking exile writers within wartime Britain have been examined very recently (Wessel, 2014) .
1938 became the "breakthrough" year for Koestler. On the popular strength of his recently published Spanish testament he had secured a book contract with Cape. Some aspects of that are discussed in section 2.4 below. His next challenge was to find a competent translator, and the last hurdle would be having the translated novel recommended by Cape's "publisher's reader" and then steered through the publication process by someone at Cape who championed his cause. As it happened, just such a person had begun working there the previous year. 5 But we must first piece together the translation process.
Koestler's German translator
Koestler's contact with Edith Simon is sketched in several other publications (MacAdam, 2006: 69-71; Simon, 2009: 113, 136-137; Simon, 2011: 43-44 Without confirmation that the MS had been saved by Simon, the search for it seemed at a dead end. The only other known copy of Der Sklavenkrieg was among Koestler's personal papers confiscated by the French anti-communist police (Deuxième Bureau) in September 1939 (Koestler, 1969: 489 The chosen was published in the summer of 1940, just before the German air raids on London began in early September. Copies that were to be distributed to bookstores around the UK were lost when the publisher's storage facilities were destroyed. At the end of August 2008 Inge learned the good news that a typescript copy (in German) of The Gladiators had been seen in Moscow during a 1993 visit there by Michael Scammell. Her response of 7
November 2008 was to "note with delight that [a typescript existed]-it is strangely satisfying that even the KGB could have some positive effect". The next spring Inge was asked if she had had any personal contact with Koestler in 1938 or over the years since then. Her reply came in an e-mail of 20 May via her niece Antonia Reeve: "You must remember that [in 1938 ] I was a schoolgirl of 14 or 15, and was never introduced to Koestler. He never met me. Though Edith and I discussed the translation of The Gladiators, and Koestler, I was never 'in' on a conversation with K".
Inge Simon's last years and Edith Simon's legacy
A year later (23 June 2010) Inge wrote a note of appreciation for receiving a copy of Edith's essay "On Translating Thomas Mann" that had been edited and provided with commentary (Simon, 2009) . In passing, Inge remarked that "I have now found more hoards of Edith's letters, some of which had been tidied away-so [I] still hope to answer your questions [about Koestler]. The trouble is that although they are all dated and in order of years, the un[published] articles among them are not […] I am sorry to be such a terrible correspondent, but still hope to improve. The letters are so exciting and so many!" In the spring of 2011 she wrote expressing pleasure that Edith's unpublished essay "In Defense of Historical Fiction" would be published later that same year, edited with full commentary (Simon, 2011) .
In the spring of 2012 Antonia Reeve wrote approvingly after receiving an offprint of Edith's essay, and to include Inge's appreciation for seeing it in print after 40 years. Its mention that Edith wrote several film treatments and unproduced plays elicited the comment from Antonia that "Laurence Olivier worked with Edith on one of the plays, but then got distracted by something else". Later that same month (March 2012) Inge wrote that she and her husband Dennis Goodwin had moved from London to Oxford, and also to say thanks again for sending them the publication of Edith's essay. That was her last letter. Inge Goodwin died on 20 September 2014 at the age of 90. Her children notified friends by letter, and they in turn sent condolences.
Antonia wrote back on 1 December 2014 to note that Inge's husband, at 92, was still alive. She added: "Edith's papers are now in the National Library of Scotland here in Edinburgh, and I believe being gone through as I write (there were 25 crates of material). So if you ever get over here you would be able to explore them. We have also just got hold of Edith's letters, which we hope to scan and then hand over to the National Library as well. If anything to do with Koestler turns up, we will of course let you know". Edith Simon's correspondence would be well worth a researcher's time and energy, and even if her letters and notes did not add to our knowledge of her in the translation process of The Gladiators, or her relationship in later years with Arthur Koestler, in and of themselves they would illuminate many aspects of her long and creative life. When Koestler's literary agent, A. D. Peters, was in the process of negotiating the sale of Hollywood cinema rights for
The Gladiators in the spring of 1957, Edith was asked to sign off on that transaction (in her role as translator) merely as a formality. She requested, and eventually received, an undisclosed amount of money as "additional payment" for the translation work she did. Koestler's correspondence with Peters shows that he was in full agreement that she should be paid the extra money. 8 No doubt what she did receive in 1938 was just a tiny portion of
Koestler's small advance on the book. The planned movie of The Gladiators was never filmed even though a director and cast were announced, but a full screenplay was developed by blacklisted director/writer Abraham Polonsky for United Artists in 1958. This long-lost script was found in 2011 and is due for publication in the near future (MacAdam, 2012 (MacAdam, , 2018 My hope was that Plomer's "Reader's Report" might survive within the archives of Jonathan Cape, and that initial assessment would constitute a "pre-publication review" of The Gladiators. Correspondence or editors' comments generated by the typescript-to-printedbook process would be an additional bonus. Plomer had been provisionally hired by Cape to evaluate literary manuscripts in April 1937, and was one of several Cape "readers" at the time Koestler opened negotiations for rights to his novel Der Sklavenkrieg (Alexander, 1989: 207-213) . Since Koestler had a contract in hand "in the beginning of 1938" (see above), and the novel was not yet finished, Cape must have agreed to its publication on the strength of a positive reaction (60,000 copies sold) to Koestler's Spanish testament (Scammell, 2009: 155) . Koestler may have provided Plomer with a summary (in English-Plomer could not read German) of the first half of the novel. Such a summary (two pages in German) was found within the Moscow MS; Simon may have translated that abstract for Plomer, giving substance to the book contract with Cape.
Koestler's Cape contract must have stipulated that the novel's publication depended upon a competent English translation. Though Plomer's "Reader's Report" would have been submitted after Simon completed the translation, its value as a first critique of The Gladiators made a search for it worthwhile. It is not among Plomer's personal papers at Durham University. Jonathan Cape Ltd. is now part of the Random House Publishing corporate holdings. The online Cape Collection register prompted my contact with the Random House Project Cataloguer (Curator of the Cape Archive at Reading University). I learned that most of the Cape Archive prior to 1960 was discarded when the collection was created. Apart from a few letters to and from Koestler during WW II about other matters, Plomer's evaluation of The Gladiators is gone. Its loss may be compared with how often Richard Dove benefitted from finding similar reader's reports, as well as associated correspondence, in the archives of (e.g.) publishers Allen and Unwin, and Victor Gollancz for that very same period in the 1930s. 9 Nevertheless it is possible to outline the editorial procedure Plomer followed under Jonathan Cape's direction, and to gain an understanding of what led him to become an advocate for the publication of certain manuscripts, especially fiction:
[He] proved to be a most conscientious reader. His reports, always handwritten in his beautiful script, were thorough, and they usually contained a clear opinion:
'Recommended', 'Not Recommended', or, if he thought the work needed further polishing before publication, 'Worth Consideration'. These recommendations were generally, though not always, followed, and the directors valued Plomer's reports because they were full and consistent enough to enable others to make an independent judgement on the basis of what he had written; even if he advised that a manuscript be rejected, his report allowed others to see whether or not a second opinion should be taken. (Alexander, 1989: 210). Thanks to his correspondence from precisely this period in the late 1930s, we can gain some very clear insight about Plomer's thinking as he read through stacks of MSS on a weekly basis, some of them submitted poorly typed and badly edited. On 8 October 1938, perhaps as he evaluated Koestler's newly translated The Gladiators, Plomer wrote to his literary colleague Elizabeth Bowen, the Anglo-Irish novelist and short story writer: "An almost unpleasantly wide contact with contemporary fiction has made more clear to me than ever what we all know perfectly well-that the only thing that gives a novel any shape, texture, lustre, or durability is what may bluntly be called poetry, or a poetic sense of the momentousness of what we see and feel, of the drama in trifles and the colour in the drab. Given this sense, the word and the phrase follow [naturally] , and the word and the phrase make literature" (Alexander, 1989: 220) .
Plomer's "reader's" judgment of The Gladiators, though now unavailable, won the day for Koestler. His reference to "a poetic sense" may well have been inspired by Simon's "poetic" translation of portions of the novel (for one example see section 3.3 below). As Koestler realized gratefully 34 years later in his letter to Plomer, his literary career (as distinct from his career as a journalist) began then. Plomer and Koestler probably had no idea that two other similar novels (by Scotsmen) had just been reprinted in the UK and were on sale within London. One was the powerful novel, on the same theme as The Gladiators, by the recently deceased author James Leslie Mitchell (Spartacus, 1937) . The other was a reprint of a mid-Victorian romance with exactly the same title as Koestler's book: G. J. WhyteMelville's The Gladiators (1938) . Neither sold enough to attract attention. 10 Koestler's novel, after almost 80 years, has never been out of print.
TRANSLATION ANOMALIES, EDITORIAL MODIFICATIONS, AND LINGUISTIC FEATURES
Translation anomalies in The Gladiators (1939)
Limitations on the length of this essay, and on the accessibility of the full text of Der Sklavenkrieg before its publication, allow only glimpses of the editorial and translation processes that ultimately produced the first English version of The Gladiators. Apart from the change of title (see below), we now know that the table of contents, and even the quotation that appeared preceding or following the title page also changed. Those are what may be termed "external" modifications. They are not insignificant and thus worth some attention. We can then turn to examination of a few translation issues that illuminate aspects of Koestler's research and/or choice of words, and the way Edith Simon's dealt with them. Readers of this essay may be sure that far greater attention will be given to the translation issues when the full text and commentary are published in 2018. My grateful thanks go to Matthias Wessel for sharing with me the portions of the German original text that are discussed below (see especially sections 3.2 and 3.3).
As noted above, we do not know how the English title The Gladiators came to be substituted for Der Sklavenkrieg. Discovery of the MS shows that Koestler's first choice for a snippet of literary quotation to set the "theme" of this novel was not the short sentence from Silvio Pellico's prison memoir that appears in the Cape first edition (and all subsequent translations). Koestler had originally chosen a quotation from Aristophanes' satirical comedy Ecclesiazusae (Assemblywomen) written in 391 BC. The play is about the creation of a utopia in Athens. The segment he chose is from lines 585-601, splicing two bits of dialogue written for the main female character, Praxagora. The identity of Aristophanes' German translator quoted by Koestler should be easy enough to establish. More important than the change of title or the substitution of one quotation for another are redactions within the Edition [1965: 76, line # 28] ). But the same reviewer also mistakenly stated that "American colloquialisms enliven the narrative" (Westington, 1941: 223) . There had been no attempt by Macmillan, USA to "Americanize" Simon's British-English translation for Cape when the first American edition was published in July 1939.
In my original summary of Simon's translation process sent to Wessel (December 2015) I drew attention to some apparent anachronisms that could be checked in Moscow to determine if she had mistranslated a word, or if Koestler's German was incorrect for that specific context. Two examples of questionable renderings came to mind: (1) there are duplicate mentions of a multi-storey apartment building's "fire escape" (Koestler, 1965: 9, line #10; 311, line #10) , and (2) the title of Chapter 5 of Book One, "The Man with the Bullet Head". Both terms appear glaringly anachronistic for a novel set within the Roman Republic of the first century BC.
The first is at the beginning of the narrative in the Prologue to Book One, and occurs again, almost verbatim, at the beginning of the Epilogue. Koestler was fond of parallel scenes in his novels, mirror-images with slight variations that, at least in structure, lend a sense of symmetrical opening and closure to the story (e.g. the first and last scenes of his novel Thieves in the night, 1967). In The Gladiators Quintus Apronius, First Scribe of the Market Court in the provincial city of Capua, begins the day (just before dawn) monitoring the return of his aged household slave from purchasing that day's necessities. Both owner and slave live within an "apartment building" (insula) with perhaps 40 residents in similar modest dwellings (Koestler, 1965: 9) [emphasis, in bold, mine].
Ancient apartment buildings did not have what we know as fire escapes constructed only for that purpose, but there were exterior staircases connecting interior courtyards to a flat roof directly above, and then additional outer stairs from that roof to one above it. Few buildings in ancient Capua, where the first scene is set, would be more than two storeys in height: we have the structural remains at the nearby sites of Herculaneum and Pompeii (inter alia) as evidence of that (McKay, 1975) . 12 It may be that Simon was confused about that "outside stairway" concept and opted for "fire escape". Koestler prided himself for researching even trivial aspects of Roman culture: dress, manners, décor, and architecture (Koestler, 1965: 318-319) . It seemed of interest to learn from the original text if he had confused Simon on this point, and then he (and others) missed the anachronism when proofreading The Gladiators. The second example is less conceptual and more contextual. Baldness of older men was just as common throughout antiquity as it is now, so I wondered why Koestler would choose a word (such as Kugelkopf?) for a descriptive term that did not exist in languages until gunpowder and bullets were invented a millennium later. "Bullet-head" as a physical characteristic of an ancient Essene philosopher in that chapter is very odd indeed to an English-language reader. Did Koestler write glatzköpfig-or kahlköpfig-or even rundköpfig-Mann instead? Was this an example of "Koestlerian imagery" that Simon just was not familiar with, and dealt with it as best she could? Roman ballistae hurled stone or metal "balls" at enemy fortifications or armies, and that globular shape may be the image Koestler intended for the aged Essene's bald head.
13 Did Simon somehow misunderstand that? If so, even the book's editors did not catch this second anachronism and raise the question before printing the text. Based on your notes on the translation issues, I also checked the matter of "bullet head" and "fire escape". As for "fire escape", it is really there, all over the original MS. It is either Feuerleiter or Feuerstiege, which is quite irritating given the fact that it clearly seems to be the only stairs available to get into or out of Apronius' flat. In this instance Koestler was the one at fault, not realizing that Feuerleiter was infelicitous (though not technically inaccurate) in describing a feature of an ancient building. Simon's translation was accurate, and she could not be expected to know that an architectural concept term such as German or English "fire escape" was not in use until the nineteenth century. Wessel went on to say in that e-mail: Book One Chapter 5 is not the only place in The Gladiators that Koestler uses the image of "baldness" to characterize an individual. In the preceding Chapter 4 ("The Crater") we follow the misadventures, leading to disaster, experienced by the Roman commander sent against the growing slave army on Mt. Vesuvius. Like Spartacus and other key characters in the novel, the praetor Clodius Glaber is an historical figure found in the ancient sources. As the Roman forces advance, the troops satirize their commander with a "Hymn to the Pate", a song in recognition of his bald head. There is a sly cleverness to this scene on Koestler's part because he was aware that the praetor's cognomen glaber is one of several words in Latin that denote "baldness". Depending on which German term Koestler used in this instance may papers, now being sorted and catalogued at the National Library of Scotland in Edinburgh, may contain correspondence regarding her translation and the editorial process during the winter of 1938-1939 that led to publication of The Gladiators in London (March 1939 Because earlier she had come under this reputation as a former priestess of Thracian Bacchus, who was privy to the secret of the Orphic cult; had she not proclaimed to Spartacus himself, when he was yet a common circus-fighter, the terrible power that would be given to him? He had then been sleeping on the ground, but the woman watched as a snake crawled and wrapped itself around his head, without harming him; in that way she had known everything that was coming.
For she had gained this reputation earlier on, being a former priestess of Bacchos of Thrace, initiate of the Orphic cult; had she not announced to Spartacus the terrible power in store for him, when he was a mere common circus-gladiator? He had been lying on the floor, asleep, but the woman watched a serpent sneaking towards him and coiling round his head without harming him in any way; and thus she had known of all that was to be. Koestler, 1965: 301-302 ].
These specific passages were chosen to determine the accuracy and efficacy of Simon's translation of text that is evocative of a cultural concept (in this case magic or divination or the interpretation of portents), rather than narratives elsewhere in the novel that are largely or even completely descriptive (armies on the move, battles, the layout of cities) or focus on dialogues and/or debates (philosophical discussions, interviews) or are prosaic and even clerical in nature (journal entries, military dispatches). In segment #1 the cluster of specific nouns in one phrase (Seherin des Verborgenen und Künderin) is not accidental, especially when contrasted with the physical description of the woman as schmal und dunkel, fast noch ein Kind. Simon brings out this contrast, perhaps in part because she fit that description. Koestler used the Greek biographer Plutarch (Life of Crassus 8:3) for the famous anecdote (segment # 2) about the serpent. Again in segment # 3 we find the same contrast of magical powers (diesen Mächten des Zwielichtigen und Verborgenen) in direct contrast with physical attributes (schmal, mädchenhaft zart). Simon's "eery" (in segment # 4) is the British spelling of American "eerie"; in that same segment the double typo Gätter Thraciens needs correcting to Götter Thrakiens.
If the quality of Simon's translation was not clear to Koestler in 1938 , he would have realized it after WW II when the novel was back-translated into German as Die Gladiatoren, and still later acknowledged it in print in his autobiography The invisible writing, and again in the Danube Edition of The Gladiators.
CONCLUSION: A NEW ASSESSMENT OF ARTHUR KOESTLER AS NOVELIST
Discovery of the German originals of Arthur Koestler's first two published novels offers not just a chance to assess the author as a writer of German fiction, but also to judge the quality of the first English translations of The Gladiators and Darkness at noon. It is the second of those two considerations that is central to this essay, which is focused on The Gladiators. Until now very little was known about the process by which Der Sklavenkrieg became The Gladiators. This was so not only because the MS of the original could not be consulted, but also because so little was known about the role of the novel's translator, Edith Simon, during the time she worked for Koestler. 14 Thanks to assistance from Simon's family through correspondence, and permission from Matthias Wessel to read and reproduce portions of the newly discovered typescript in Moscow, it is possible now to begin an overdue evaluation of this complex and carefully crafted historical novel. Full publication of the German original with commentary is expected by 2018, and along with that will be a new English translation. The latter will of course offer detailed comparisons with Simon's original, which until now was the basis of translations into all other languages.
In parallel with that project will be the publication of the German original of Darkness at noon in tandem with a new English translation. We may anticipate renewed and important studies of Koestler as novelist on the basis of the two works of fiction for which he is best known. This essay suggests several directions that future evaluations can go, but it also provides a broader context for the process of preparing The Gladiators for its 1939 publication.
half-dozen motion picture depictions of the Spartacus Revolt over the past century, see MacAdam (2015) . 12 See Chapters II and IV in general, and a visual reconstruction of an insula (McKay, 1975: 93, Fig. 31 
